In light of Kraus's interpretation, Berg gave Lulu's portrait a significance that goes far beyond its role in Wedekind's plays. Indeed, he substantially amended Wedekind's text and changed the function of Lulu's portrait in the opera. These transformations reveal Berg's conception of Lulu, from the unfolding to the final development of her character. I shall argue that, as a representation of Lulu's beauty, the portrait defines the perception of her sexuality for virtually every character in the opera and affects, in the large scale, Lulu's own sense of self-identity. Consequently, the portrait is continuously present and symbolizes Lulu's identity for herself and others. Thus, more than just an objective representation, Lulu's portrait is a constant reminder of who Lulu is in the opera.
Most importantly, Berg assigned a leitmotivic set to the portrait, the Bild motive,5 which effectively turns the portrait into a symbol of all that defines Lulu. In the opening scene Lulu's melodic series, the most recognizable musical element associated with her character, emerges not from the opera's Basic Set but from the Bild motive. At the center of the opera's palindromic interlude, the Film Music, the Bild motive represents a turning point in Lulu's existence, one which gives her back the will to live after a moment of despair. In the final scene, the Bild 269 motive appears as the measure and summary of Lulu's decline, eventually determining her fate. In fact, the Bild motive pervades the entire work, marking significant dramatic and structural moments in the opera. Yet scholars addressing Berg's rendering of the Lulu character have historically focused on just three musical passages: the so-called Lulu's "Entrance" music, the "Coda" of the Sonata, and Lulu's Lied, without fully examining Lulu's portrait and the Bild motive in the interpretation of her character.6 5 While this set is known in the literature as "Picture Chords," I shall retain Berg's denomination in the present study; he called it "Bild motiv" and "Bild Harmonien." Given its complex functions in the opera-it represents a portrait, a shadow, a reflected image, and Lulu as an object of imagination-the term "Bild motive" seems more appropriate and closer to the composer's intentions for several reasons. First, the German word Bild is more polysemic than its English counterpart. Whereas the word "picture" implies primarily images associated with a portrait or photograph, the German word "Bild" includes meanings that extend from images associated specifically with photographs and paintings to complex connotations of ideas and metaphors. Second, the word "chords" implies vertical construction of simultaneities that may or may not be related to other simultaneities. The Bild motive presents, however, a strong sense of unity because of an octatonic segment in both the prime and inversion forms of the set. In effect, the octatonic segment on the top line provides an aural element that ties the motive together. Finally, the Bild motive presents referential functions related to issues of desire, androgyny, and identity. Therefore, they also reflect cultural values and ideals that transcend her character. 6 hand, interprets Lulu as the embodiment of a "femme fatale type," who "threatens stability throughout the opera's narrative."'l Finally, Judith Lochhead argues that the musical passages associated with Lulu are "inauthentic" because of their apparent "Mahlerian" style, which contradicts Berg's late i2-tone compositional method.l2 And because these passages are inauthentic, they cannot represent an authentic character. Thus, they represent Lulu as a "parodic" character who only "performs" feminine identities and "depicts ... 'Womanly' features in order to criticize them."'3 By considering Lulu a performer of identities, Lochhead turns her into a mere "signifier" with no character of her own.l4 Despite the multiple interpretations regarding Lulu's identity, these studies examine basically the same musical passages discussed in Mitchell's 1954 article, namely Lulu's "Entrance" music, the "Coda" of the Sonata, and Lulu's Lied. In fact, they reflect the same difficulties he had in establishing those passages as emblems of her identity, because "what goes on in the orchestra pit and on stage fail to match."'5 For these scholars, as Lochhead observes, the "primary difficulty in defining and even describing 'who Lulu is' has to do with the impossibility of tracing a single, continuous feature that defines her personality."'6 While the musical passages mentioned above do not provide continu-271 ous elements that define Lulu's identity, Berg established two elements that remain constant throughout the opera and are always associated with Lulu: her portrait and its leitmotivic set.
Admittedly, the character of Lulu displays complex levels of representations. As Leroy Shaw has argued, in creating her character Wedekind attempted to "represent something that defied comprehension and transcended its concrete manifestation and yet behaved like a dramatis persona."'7 As a human character, she is vulnerable to the adversities of life, such as disease and death; this becomes especially apparent in the second half of the opera. On the other hand, as a mythical character-die Urgestalt des Weibes (the primal form of woman), as she is presented by the Animal Trainer in the prologue-she also represents a character that transcends moral conventions. In addition, the 
Rendering Lulu s Portrait
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The symbolic importance of Lulu's portrait is evident from Berg's pervasive annotations in his personal copies of Erdgeist and Die Biichse der Pandora, which he used in the formation of the libretto, and throughout the autograph sources of Lulu, from the early sketches to the finished work.22 These annotations, many of which remain unpub- 
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Because of this limited description, the portrait varies substantially according to different productions. In the 1963 production of the opera at the Zurich Stadttheater, Lulu is portrayed as a temptress in a dress that accentuates her sexuality (see the reproduction in Reich, Alban Berg, illustration 28). In the 1996 production of The London Philharmonic, directed by Graham Vick, the portrait shows Lulu in a loose shirt with tight pants in a snakeskin pattern. Arguably, it represents Lulu as she is introduced by the Animal Trainer in the prologue, namely as a "snake," the "primal form of woman." To my knowledge, the version of the portrait presented by The Metropolitan Opera, produced by John Dexter, is the closest to the descriptions of Pierrot and to Berg's intentions. It presents Lulu as a plain, innocent girl, in a top with large buttons and loose pantaloons. However, because she also holds a staff, the portrait represents a shepherdess rather than Pierrot. 29 Treitler, "Lulu Character," 300. 
Adopting Identity
In an environment that reinforces the idea that a reflected image is a true expression of one's identity, in Act 2 Lulu gradually adopts the image reflected in her portrait as an emblem of her identity. Granted, Lulu hardly fits the profile of a self-reflective character. However, Berg provides directions for her to gaze at her portrait in several instances in which she looks inwards. Rather than just a narcissistic gesture, these moments reveal an increasing awareness of the power of her image, which she eventually emulates. Two events demonstrate this process.
The first starts when she receives three guests, Schigolch, the Ath-291 lete, and the Gymnast. While the guests talk about her past, the Athlete asks Schigolch if he is her father. Schigolch's answer does little to illuminate our knowledge of her past: "Sie hat nie einen gehabt!" (She has never had one!). With Berg's instruction, Lulu looks at her portrait as if it were her reflection and sings: '"a gewiB, ich bin ein Wunderkind!" (Certainly, I am a child prodigy!). At that moment, in a unique passage, the three guests reinforce her association with the portrait by singing the Bild motive in the background (Ex. 6). When Lulu gazes at the portrait, she sees its alluring qualities, the reminder of her innocence and beauty. At the same time, the Bild motive reinforces this new awareness.55
The The Marquis reveals to Lulu that her portrait is instrumental in turning her into a mere object. In one of her most memorable outbursts, Lulu argues: "Aber ich kann nicht das einzige verkaufen, was je mein eigen war" (I cannot sell the only thing that I have ever owned). According to Elizabeth Boa, working at a brothel would be for Lulu similar to her experience in prison and "would reduce her sexuality, the very foundation of her sense of self, to a commodity to be bought and sold."63 The duet between Lulu and the Marquis is significant at 297 several levels. While this moment suggests an ultimate merging of Lulu and her portrait, paradoxically it initiates her dissociation from it. This happens literally when she escapes the Marquis, leaving her portrait behind. Psychologically, this separation represents a break with her selfimage. While she is adamantly opposed to working as a prostitute, the harsher reality of the next scene forces her to do just that: as an escapee from the police living in poverty, she becomes a prostitute in London.
Finally, the most significant moment in Lulu's association with her portrait comes in the form of a rejection. As a London prostitute providing for Alwa and Schigolch, she retains little of the physical qualities she had when she was young and is now almost unrecognizable. Geschwitz's initial reaction expresses her artistic inclination, she later transmutes the portrait into an angelic vision, an object of desire and illusion. For each character the portrait is a mirror of him or her self, but for Lulu it only reminds her of a past from which she has "fallen."
At a deeper level, their reactions to the portrait reinforce a sense of "otherness" between Lulu and her portrait. Unable to withstand her friends' praising the portrait and their memories of her glorious past, she goes downstairs to fetch a client and, as she leaves, she sings a prophetic: "Ich bring mich um" (I'll kill myself), which is set to another symbolic motive, the Erdgeist fourths. This is the same motive that she sings when Jack the Ripper stabs her at the end of the scene (Ex. o).
Most significantly, Berg sets her death cry to the second 12-tone chord of the scene, which consists of three transpositions of the Erdgeist motive.67 This time, however, the chord is attacked without preparation, undoubtedly for dramatic purposes. Like the 12-tone chord accompanying Lulu's rejection of her portrait, Berg partitions the three Erdgeist motives of the second 12-tone chord in parallel fifths transposed at the tritone (Ex. 11). The striking structural and symbolic significance of this 12-tone chord and the one shown in Example 9 suggest a close relationship between loss of identity and death. 303
Attempting Reconciliation
As we have seen, Berg's presentation of Lulu's portrait as an emblem of her identity unfolds in three stages: from an initial ascription in Act i, to Lulu's appropriation of her own image in Act 2, and finally her strong rejection in Act 3. I would like to examine yet another source that reveals Berg's final attempt to associate Lulu with her portrait during the quartet in the last scene by transferring some of Schigolch's lines to Lulu, as shown in Table 2 .68 Note that Berg gives Lulu the line that expresses her sense of self-identity as based on her portrait. This textual change is not present in Friedrich Cerha's edition of Act 3, however. Because the sketches of the opera were not available to 67 There are, in fact, three 12-tone chords in the opera. The first one occurs in the third scene of Act 1 and the other two appear in the final scene of the opera. Although the first appearance of this aggregate set establishes the symbolism for its return in the final scene, it is not as climactic. It appears when Alwa dreams about writing an opera based on Lulu's life and the tragic end of her husbands. While Alwa alludes to the death of Lulu's first husband, Dr. Goll, Berg unfolds the first 12-tone chord from sequences of parallel thirds, which are originally associated with that husband (Act i, scene 3, mm. 1100-104). This chord thus represents his tragic fate. Because it is a result of a decrescendo arriving at a pianissimo, however, it is anti-climactic and almost unnoticeable. 68 The page containing this text is reprinted in Perle, Operas, vol. 2: "Lulu,"Illustration 13. 
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selfhood. While Lulu continues expressing her sexuality, or her selfhood, as before (as mentioned earlier, her clients in the London scene are the reincarnation of her former husbands), the most significant change in her character is her physical appearance, in other words her identity. Thus, because of this transformation, her sexuality becomes overexposed, which conforms to the fact that she works as a prostitute. In a sense, she expresses her selfhood without the support of her identity. 70 
